"not painting, not sculpture" energy was competition, generated in Hesse's acts of rejecting "prestigious forefathers in her pictorial culture." On the other hand he detected a tension in the work that he speculated was the result of "a female artist who is male identified at the expense of instincts in her own sexual being" (Kozloff 1992: unpaginated (1966) , installed close to the walls and lit for shadows, made sense in terms of narrating a transition from painting to sculpture. There was, however, one glaring miscalculation. For conservation reasons dangling and hanging strings and cords were not allowed to touch the floor. To get around the problem such pieces were installed on white platforms raised above the wooden floor of the gallery. But did they need to be quite so high? The resulting bulk proved disastrous in the long stretch of Addendum where it read as an added element of the work and wrecked the stunning material economy of Hesse's condensation of many contradictions that makes it such an astonishing work of art. This mistake apart, the work was thoughtfully installed, and we must thank all the people who collaborated to bring the exhibition to London. It offered those for whom the example of Eva Hesse's practice has been central to their own for many years as artists, art historians, cultural analysts, together with those of us who have engaged with it more recently, the opportunity to study its full range at first hand. We are left to discuss and debate what to make of it today. 
